past and its music lived (see Bohlman 1997 ). Bohlman has proposed that "ethnomusicological fieldwork may ... be at its best when it brings us closer to the fluidity and experiences on the boundaries between past and present" (1997, . It is these boundaries that are explored in the present volume.
"Archaeology," wrote Sir Mortimer Wheeler in 1954, "is digging up, not things, but people" (cited in Redknap 2002, 27) . This is especially true of music, which is so intimately dependent on the presence of human bodies for its manifestation. Unlike items from the material heritage, the sounds of the past cannot be put in a museum, where we might look at them, measure them and compare them one with another. We cannot collect a frozen note or a broken chord and preserve it in a glass cabinet. In the absence of a written tradition or a means of recording the sounds themselves for posterity, music is "visible" only in the moment of its performance. This is not to suggest that the music of the past leaves no tangible trace. Buckley's 1998 edited volume Hearing the Past set out "to explore ways of developing the study of music in prehistory and early historical societies" on the basis of artefacts such as sound tools, hieroglyphs and occasional literary references and iconographic representations.
In the present volume, however, we are less concerned with establishing what the past sounded like or "how music really was" in the past. Our aim rather is to explore the ways in which echoes and legacies from the past can still be heard in the present and to consider the extent to which musical practices in the present are shaped not only by past experience but also by ideas, feelings and beliefs about the past.
Musical and other types of performance occupy a special position in small-scale, non-literate societies where "history can only be created and interpreted through repeated performances" (Seeger 1993, 24) . Performance, particularly in the context of ritual, reaffirms the past and keeps it alive; it is through such performance that music is able to function as "the crucible in which time and its memories are collected, reconstituted, and preserved" (Neuman 1993, 269) and that "an individual in the present [is able] to re-sing, re-hear, and re-experience the past" (Shelemay 1998, 223) . At the same time, performance does not constitute a simple revisiting of the music of the past. The music itself is "made" anew at each rendition. In the moment of resounding it is fully and incontrovertibly part of the present.
Constructed Pasts, Contested Histories and Collective Memory
Before we consider further the ways in which echoes of the past are immanent in the music of the present, it will be instructive to reflect on the nature of the past itself. It may well be a truism to say that there's no escaping the past. "Whether it is celebrated or rejected, attended to or ignored, the past is omnipresent" (Lowenthal 1985, xv) . Not only is it all around us, in the contours of our landscapes and the fabric of our cities. It is in our bones and our blood; no matter how hard we may try to erase or forget it, it insinuates itself into our dreams. But when was the past? Was it yesterday, a generation ago, a century or a millennium ago? And who lived there? Kings and queens, bishops and generals, blind bards and foot soldiers, hunters and gatherers, farmhands and factory workers, heroes and the condemned. Clearly, there is nothing homogeneous about the past.
A number of writers concerned with historical perspectives have proposed models for distinguishing different levels of past-ness. Romero, for example, identifies three kinds of past operating in the Andean community in which he worked: "a ritual, noncontested past, a precapitalist agricultural past, and a 'modern ' past" (2001, 145) . This model builds on Geertz's identification of a ritualised, timeless past, distinguished from a non-ritual, mundane past that has an objective and uncontested duration (Geertz 1966) . In critiquing Geertz's model and its later modification by Bloch (1977) , Appadurai went on to propose "a third kind of past whose essential purpose is to debate other pasts" (1981, 202) .
2
As the exponents of interpretative archaeology -following in the wake of interpretative anthropology -have gone on to argue, "there is no final and definitive account of the past as it was" (Shanks and Hodder 1995, 5) but instead a plurality of interpretations which take account of the interests, needs and desires of a range of different constituencies. Different pasts and their meanings co-exist. Part of the attraction of "the past" in our own age is that it presents us with "an infinity of alternative worlds" (Butt 2002, 171 ) onto which we can project a multitude of meanings and interpretations. We are free to choose the face of the past in which we recognise our own present or future.
3
The past, then, is a source of cultural symbols that have a power beyond mere history. Hence the theorisation of the past -by historians, archaeologists and 4 anthropologists alike -as a construction of the present, with both past and future viewed as ideational or representational. "Memory, history, and relics of earlier times shed light on the past," writes Lowenthal. "But the past they reveal is not simply what happened; it is in large measure a past of our own creation, moulded by selective erosion, oblivion, and invention" (1985, inside front cover). Similarly Chapman, McDonald and Tonkin (1989, 5) : "In order to account for the present, to justify it, understand it, or criticize it, the past is used, selectively appropriated, remembered, forgotten, or invented." Even with the best of intentions there is always an element of hypothesising, reconstructing or imagining. In time, myths take on a life of their own; beliefs acquire a greater "reality" than objective proofs. In Kammen's oft-quoted formulation, "what people believe to be true about their past is usually more important in determining their behaviour and responses than truth itself" (1991, . In some cases such beliefs have the status of shared memories which, however, "are not memories at all, but rather shared presumed memories or histories" which can nonetheless "remain alive across generations -often in the face of contradictory evidence" (Pennebaker 1997, vii) . It is the meaning invested in assumed memories of the past that gives present actions their rationale. The present may be unimaginable without the past, but it is the present that calls the shots.
It is these multi-faceted, contested and sometimes conflicting interpretations of the past that so often surface in fieldwork. As Shelemay observes, "Ethnography militates against assumptions about the way things were and ... can help us 're-envision the past' differently. It informs the fieldworker about the vagaries of individual initiative, underscoring the reality of divergent perspectives even in the face of seeming unanimity" (2001, 23) . 4 What our interlocutors tell us reveals not only different aspects of the past but also the mechanisms by which the past is remembered, constructed and invested with meaning (see further Shelemay, this volume).
The malleability of the past derives in part from the nature of memory itself. continue to exist "long after the human organism has stopped informing" (Connerton 1989, 73) . Incorporating practices, by contrast, involve messages imparted by current bodily activity, with memory being "sedimented, or amassed, in the body" (1989, 72) ; in this case transmission requires bodies to be present. Incorporating practices are clearly a key feature of societies that rely on oral transmission. At the same time they are by no means excluded from literate societies, where they often exist alongside more conventional archival practices.
5
Assman's identification of two modes of remembering the past -"communicative memory" and "cultural memory" -that are involved in the construction of collective memory recall the different levels of past-ness referred to above. "Communicative memory" refers to the recent, more concrete past, while "cultural memory" refers to the distant past, with ritual playing a primary role in its organisation. "Cultural memory"
includes "memory culture", referring to the way in which traditions passed down from generation to generation with the aid of cultural mnemonics ensure cultural continuity, and "reference to the past", which nurtures a sense of collective identity based on a "shared past" (Assmann 1992, as summarised in Randhofer 2004, 38-9) .
These and other landmark contributions to the study of social or collective memory notwithstanding, Urry laments the dearth of analysis of "the precise mechanisms by which societies remember and incorporate the past into the present".
"What," he asks, "are the different mechanisms by which this remembering occurs in different kinds of society? How do these remembering processes within different societies do their work, not just at levels of ideas but of bodies, not just of ideologies but of practices, not just of images but of interpellated 'temporal' subjects?" (1996, 46) . The papers in this volume will, we hope, provide some illuminating answers. 
Music, Tradition and the Past in the Present
One of the principal contributions of ethnomusicology to the study of modern history is the recognition that musical power remains a vital source of nourishment for many of the world's peoples. Without the empowerment gained through music, it is impossible to keep the past alive in the present, or to recognise and respond to the realities that are transforming the present into the future. (Blum 1993, 9) Music can both reference the past and carry it forward in numerous ways. The frequent association of music with tradition or ritual naturally ensures some degree of continuity with the past. Rituals of collective music-making in general are driven not by a search for individuality and novelty but by an underlying stability that, in some cases, is seen as a precondition of the ritual's efficacy, even if "the absolutely static is inconceivable" (Nettl 1983, 177) . While surface aspects of a musical repertoire might clearly evolve, more ingrained features of style and performance practice -such as a particular quality of timbre or technique of ornamentation -can still be in direct continuity with past practice.
7
In many societies history is literally sung, a circumstance highlighted in Africa and elsewhere by the representation of the poet-singer as a library (as in the oft-quoted maxim "When a griot dies, it's like a library burning down"). Historical events are commonly recounted by means of epic narration or ballads; they may also be debated and interpreted through song, often with the help of metaphor and satire. Similarly, many dance performances re-enact some (pseudo)historical event, such as an arrival, an encounter, a battle or a conquest (e.g. the moresca as still performed in the Mediterranean region, which depicts the victory of the Christians over the Moors).
Seeger (1993) Other types of performance reference past performances by means of allusion or pastiche, bringing together different pasts and recontextualising them in the present.
Bohlman evokes the multivalent nature of the past when he speaks of music acquiring "a 'poetics of memory,' wherein various pasts otherwise separate will converge and even coexist" (Bohlman 2003 , 302, referencing Slyomovics 1998 As already noted, ritual enactment is considered central to the transmission and maintenance of social memory, with religious festivals in particular functioning as sites of remembrance (Connerton 1989, 46) . It is perhaps not surprising, then, that three of the papers in the present collection (Bithell, Reily and Shelemay) are concerned with the music of religious ritual. Reily examines the way in which historical consciousness has been constructed and sustained through the Holy Week celebrations in Campanha, a former gold-mining town in the Brazilian state of Minas Gerais. These rituals, Reily argues, allow participants to re-experience their visions of a more grandiose, baroque past, whose "memories … sustain hopes for a glorious, golden future". The musical repertoires that have traditionally accompanied the various ceremonies and have accrued prestige on account of their assumed (and to some extent contested) origins have, however, come under threat in recent years due to the modernising project of the Catholic church with its move to congregational singing in a more "popular" idiom.
Reily describes how "confrontations between church officials and the faithful … have heightened local historical consciousness, but they have also drawn attention to the distinct conceptions of history held within the town" -differences that also "rest upon disparate orientations to religiosity itself".
My own paper takes as its subject polyphonic settings of the Latin mass This exploration of "the interactive relationship of memory and history during the ethnographic research process" prompts Shelemay to reflect on the "ways in which ethnomusicologists are instrumental both in eliciting memories and in constructing historical narratives". "Ethnomusicologists," she argues, "must consider themselves able and empowered to study history and to explore fully the ability of music to inform us about the past."
Thomas has observed that, in the postmodern relationship with the past, "the past is often thought about, analysed, circulated as a set of commodities, but less often simply felt" (1995, 356) . In the case of music the "feeling" of the past can be at its most intense. This is especially so when "lost", forgotten, abandoned or previously forbidden music is heard again in its original location, as in the Mostar example cited above. In my own paper, I refer to the emotion evoked by the first re-sounding of mass settings that had not been heard for a generation or more. The part played by emotion in the processes of remembering is a central theme of Shelemay's paper, as reflected in one of its sub-headings, "Meaning a lot and making me feel". Comments made in interviews, Shelemay observes, "reveal the manner in which musical experience is sustained in memory as both a sound world and an affect-laden recollection of the past". Reily also describes the strong affective links that many of the people in her own study have toward long-standing repertoires and practices, while emphasising the critical part played by performance experience in shaping historical consciousness.
Professional performing artists can play a special role in re-voicing the past in the present. French singer-songwriter Yves Simon has spoken of the artist as an "archaeologist of knowledges, memories and imaginaries" who both reinvents the past and links it to the present and future (Looseley 2003, 50) . Muller has also focused on contemporary composition and performance as storage device. Drawing on Derrida's integration of memory and archiving as dual sites and practices of the human mind (Derrida 1995) , she expands on the conventional definition of the archive (usually associated with Connerton's inscribing practices) with her suggestion that "song composition provides a mechanism for archival deposit, care, and retrieval in contexts of immanent [sic] loss" (2002, 409) . In her contribution to the present volume she expands on her earlier notion of spectral voices intervening in the present (2002) (1983, 11) . Ethnomusicologists have long been interested in processes of change, attempting to understand how, and why, the present differs from the past. The extent to which an understanding of historical processes is crucial to an appreciation of why music has developed in a certain way and what it has come to mean has been expertly demonstrated in a number of ethnographies (e.g. Waterman 1990 , Rice 1994 , Erlmann 1996 , Rees 2000 , Turino 2000 , Jones 2004 ).
contingencies of the present" ensuring that "when change does occur, it is not entirely at the cost of cultural continuity" (218). 4 Shelemay is alluding here is to Jeffery's Re-envisioning Past Musical Cultures: Ethnomusicology in the Study of Gregorian Chant (1992).
5 To give an example of the way in which, in the musical realm, written records can be supplemented by unique testimony from oral tradition, Widdess observes that "in India ... musical treatises rarely concern themselves with performers as individuals, about whom there is however a rich oral history" (1992, 220). 
